This article has two aims. In the first part, I argue that the imagination of polar space generates a unifying polar Gothic. Critical discussion theorising Arctic and Antarctic Gothic has focused typically on one pole or the other; beyond the latitudinal difference, the key scholarly distinction made between the two is that Antarctic Gothic focuses on the antihuman as a source of fear, while Arctic Gothic dwells on the human. Yet Coleridge, Shelley, and Poe all engage with the same generic tradition, a way of writing about the extreme and uncanny space at the end of the world. In their texts, ice creates a negative space, which gives rise to supernatural beings that reflect the self: the albatross, Frankenstein's creature, the Polar Spirit. Ultimately, understanding polar space as Gothic space generates an awareness of self, arguably allowing subconscious anxieties to come to the surface. Hatteras. While this novel is predominately a scientific adventure set on an Arctic voyage and dwells very little on the psychologies of fear and dread that fascinate Gothic writers, examining it in a Gothic context gives voice to its underlying anxiety: the tension between 'civilisation' and nature, between empire and other. In Patrick Brantlinger's formulation, 'Imperial Gothic combines the seemingly scientific, progressive, often Darwinian ideology of imperialism with an antithetical interest in the occult.' 2 Brantlinger argues that in imperial Gothic 'Western rationality may be subverted by the very superstitions it rejects'. 3 In imagined polar space, however, Western rationality is confronted by its irrational obverse.
This is visible in the way that Hatteras and his crew traverse waters haunted by previous expeditions, a reflection of self with a gloomy hint of fatalism, particularly given the prominent discussion of the tragic final expedition of explorer John Franklin. The Franklin expedition set off in 1845 with much fanfare to sail through the Northwest Passage and mysteriously disappeared; the search for the missing ships and crew led to reports of cannibalism, which shocked the British public.
For the nineteenth-century British public, the anxious awareness of self brought about by the imagination of polar space exposes the fallacy of ideals such as heroism, civilisation, and progress. Although the native population is for the most part absent in the texts I will discuss, eighteenth-and nineteenth-century polar exploration was an empire-building project, an attempt to fill in and claim the last 'blank' spaces on the globe. In polar Gothic, instead of the imperial Gothic encounter with the native population, the explorer encounters an exaggerated reflection of his repressed, 'uncivilised' self. Considering the twenty-first century's fascination with polar space as a site of energy resources, geopolitical cooperation, and scientific study, we might do well to ask ourselves why the Gothic influences our imagined polar space and what anxieties may hide beneath our collective subconscious. In the traditional polar meta-narrative, a journey to the Arctic or Antarctic pits the human individual against the elements, the landscape, and his own frailty. 4 A Gothic register often emerges when the individual tries to articulate this experience. Cook's Antarctic journal describes dread, gloom, and terror of the unknown, potentially supernatural landscape. Later, British explorer John Ross described the Arctic in 1835 as 'a nature void of everything to which the face of a country owes its charms'. 5 Similarly, Norwegian explorer Fridtjof Nansen describes the Arctic landscape in 1895 as an 'empty waste of white'. 6 The explorers perceive the unfamiliar frozen landscape in terms of absence; for them, ice and snow becomes simply blankness, a liminal space with supernatural potential In Coleridge's poem and the works influenced by it -Poe's novel set in the Antarctic and Shelley's novel set in the Arctic -we can identify similar polar Gothics, and which pole becomes less important.
Both Coleridge's 'Rime' and Poe's Arthur Gordon Pym exploit the Gothic potential of liminal polar space. Poe's novel recounts the adventures of the title character who stows away on a whaler and experiences a shipwreck, a mutiny, and even cannibalism; only the last pages are set on polar seas as Pym and a companion sail towards the South Pole.
Approaching Antarctica, Pym mysteriously dies and the natural world splits, chaotically rent between light and darkness. From this chasm, a giant supernatural figure appears, 'the perfect whiteness of snow'. 7 The ending is intentionally ambiguous, its mystery arising directly from the uncharted continent. Poe's fatal snow spirit has its predecessor in Coleridge's 'Rime', in which the liminal polar icescape gives rise to the appearance of the famous albatross.
Coleridge's bird is a potentially supernatural being whose death results in a curse that brings torment and death to the sailors, and a fate worse than death for the mariner. In the 1817 glosses, Coleridge discusses the Polar Spirit, a supernatural being that seeks vengeance for apparition; they watch him through telescopes, wondering at his 'gigantic stature' (23) . As in Coleridge's 'Rime', ice distorts perception. Despite their scientific tools, they cannot make him out (seeing only that he has 'the shape of a man') and cannot estimate his distance: 'this apparition seemed to denote that it was not, in reality, so distant as we had supposed' (23) .
Further reinforcing the mystery of polar space, in the end of the novel, the creature disappears into the icy darkness, heading northward. The bulk of Frankenstein's story does not take place in the ice, but the novel's Gothic atmosphere is enhanced by the engulfing darkness, bleakness, inhospitable climate, and even the creaking of both ship and the ice that frames it. 18 Polar Gothic as a cultural construct provides a contextualising frame through which to consider manifestations of anxiety -both on the individual and on the broader imperial level -that emerge in the juxtaposition of self and other, and the reflection of the other in the self.
In these texts by Coleridge, Shelley, and Poe, polar Gothic conventions -extreme weather, harsh climate, ice and snow, poor visibility, creaking ship sounds, an eerie, muffled silence -create an atmosphere of fear priming both reader and protagonist for an encounter with a supernatural other, an external source of terror. Polar Gothic additionally relies on destabilisation and disorientation through aural and visual distortion. These elements work together with the unknown frozen landscape to create a liminal negative space that has supernatural potential, and the beings that emerge from it reflect the self. have exhausted their ammunition, they persevere using science: knowing the solidification temperature of mercury, they freeze a thermometer bulb to create a bullet, which they use to kill the bear. This adventure is even fortuitous as the meat replenishes their dwindling food supply, allowing them to continue their journey to the Pole. Hatteras gives the pretence of a factual account through details such as date, time, temperature, and degrees of latitude and longitude woven into descriptions of the changing seascape and weather conditions. This pseudo-ship's log enables an authoritative, fact-based narrative voice to frame the journey, while the strong impression of the landscape on the feelings of the crew is described in a series of individual reflections. For example, as the The effect of the stormy weather on the crew in this description echoes the ending of Poe's Pym, which influenced Verne. 22 The 'impenetrable veil', the Devil's Thumb 'erect like a One significant source of anxiety in Verne's novel is the failure of previous expeditions.
As the Forward travels northward, its sailors ruminate on the possibility of their own deaths; the mortality rate on polar expeditions between 1770 and 1918 was considerable -estimated at fifty per cent -and the men who signed for an expedition to the Arctic or Antarctic would have been aware of the danger, if not the specific figure. 23 The thought of polar routes defined by those who have passed before in the same pursuit, never to return, is a powerful one. In Hatteras the ship's doctor contemplates the history of polar exploration, resulting in a spectral vision:
The strange history of these lands appeared to the doctor's imagination as, leaning over the rail, he followed the brig's long wake. The names of these brave mariners crowded into his memory, and in the frozen archways of the pack ice he thought he glimpsed the pale ghosts of those who had never come back. (38) death, creates an uncanny space that blurs the boundaries between life and death. 25 The capacity of ice to preserve contributes to this liminality. Long buried corpses seem freshly dead, or even just asleep. In a space defined by absence there is great capacity for introspection; polar space becomes a refraction of each human mind that ventures into it.
While the Devil's Thumb encounter is described as frightening, more akin to the phantasmagoria in 'Rime' or Pym, the doctor's vision of pale ghosts trapped in the ice is contemplative, like Frankenstein's Romantic melancholia, warning about the dangers of hubris.
Previous expeditions inform and inspire Hatteras's voyage, central among them the lost Franklin expedition -a significant point of trauma in the imagination of polar space. In
May 1845, Franklin's ships the HMS Terror and HMS Erebus set sail to gather magnetic data in the Canadian Arctic and break through the Northwest Passage for the first time. 26 The ships represented the best of British progress and innovation, and when they did not return after the three years planned for the expedition, a massive search was mounted. 27 In 1854
explorer and doctor John Rae sent the first extensive news of the Franklin expedition's fate, describing a 'fate as terrible as the imagination can conceive' for Franklin and his men: a 1  2  3  4  5  6  7  8  9  10  11  12  13  14  15  16  17  18  19  20  21  22  23  24  25  26  27  28  29  30  31  32  33  34  35  36  37  38  39  40  41  42  43  44  45  46  47  48  49  50  51  52  53  54  55  56  57  58  59  60   F  o  r  R  e  v  i  e  w  O  n  l  y 14 slow, torturous, and hopeless death in the Arctic wilderness beset by disease, exposure to the harsh elements, and starvation. 28 Beyond this, when Inuit hunters found the corpses of the Franklin party, they observed signs that some of the men had resorted to cannibalism.
Drawing from Inuit accounts, Rae reported, 'From the mutilated state of many of the bodies, and the contents of the kettles, it is evident that our wretched countrymen had been driven to the last dread alternative as a means of sustaining life.' 29 The Franklin expedition fascinated the public because of its mysterious disappearance, and because each small discovery evoked and evokes a sense of horror, from
Rae's report in the mid-nineteenth century to the exhumation and published photographs of corpses in the late twentieth century. 30 When the Admiralty released Rae's report to the press, notable figures including Charles Dickens and Franklin's widow, Lady Jane Franklin, openly censured Rae's account, arguing that Royal Navy men would never resort to an act so unnatural as cannibalism. Indeed, echoing common sentiments, the virtues of the polar explorer are articulated by Henry Morley: 'Let us be glad, too, that we have one unspotted place upon this Globe of ours; a pole that, as it fetches truth out of a needle, so surely also gets all that is right-headed and right-hearted from the sailor whom the needle guides.' 31 Dickens went so far as to argue (without any evidence) that 'no man can, with any show of reason, undertake take to affirm that this sad remnant of Franklin's gallant band were not set upon and slain by the Esquimaux themselves.' 32 For him, as for many others, the Franklin party was a symbol of empire, and the thought of cannibalism in connection with it was simply incomprehensible, a dreadful and intolerable reflection. French press of the time. 35 In the novel, the Franklin expedition serves as a Where the ice-bound ghosts haunt the novel with their melancholy failure in the line of duty, the grisly physical remains of the crew emphasise transgression, violence, and terror, acts that exist only through the imagination of those discovering the bodies. Understood in this light, the ghosts that emerge from the ice represent not only the spirit of the place, and the anxiety of failure, but also a mirroring of the self, a potentiality for a future failure embedded in the past and kept alive through memory. Coleridge's and Poe's travellers encounter manifestations of a Polar Spirit. Shelley's explorer is not haunted per se, but meets monsters that fulfil the role of a ghost, both the creature and, in Frankenstein, his own double.
In parallel, Verne's explorer meets his predecessors, but then encounters them in his own
shipmates' cannibalism, revealing the potential for horror within each 'civilised' individual.
Like Poe, I conclude with a question: what anxiety does our imagination of polar Gothic space reveal? Polar space continues to hold an imaginative fascination, one that unites imperial conquest and ecological concern based in stories of extreme survival and doom, the excavation of the past, and a drastically changing climate. 41 I have examined polar Gothic in terms of empire, but in an increasingly globalised world, ecological concerns are now paramount. In Catherine Lanone's ecoGothic examination of Arctic Gothic texts, Franklin's expedition 'becomes the paradigm of colonial misappropriation, trying to cut through the ice for the sake of trade and capitalist consumption rather than paying attention to place itself and its nature or function.' 42 As human intervention in polar space in the name of national pride, and why the details of these doomed expeditions continue to preoccupy us today.
Perhaps the answer lies in the line quoted earlier, but read through the prism of polar Gothic anxiety: 'This ice is not made of such stuff as your hearts may be; it is mutable and cannot withstand you, if you say it shall not' (207). In Frankenstein's speech, we read the fatal hubris of conquering that which seems impossible, and yet, in the twenty-first century,
we have discovered that polar ice cannot withstand us. The dwindling mutable ice still conceals and preserves -but as it melts and our world becomes increasingly destabilised, what will it reveal? And how will it reflect our own selves back to us? 
